-159 - V. Valkova as "subtility" [Valkova, 2004: 124]) conveyed in the quartets by means of the melody in the violin timber (as a rule, in the first violin part 10 ), predominantly in the high or medium range.
Another feature of the "puppet" themes is the rigidity of moves typical of a windup toy, revealing itself through the symmetry of motives in the melody, the sequences and repetitiveness of the motive elements.
In these quartet themes the "light dancing puppet" effect is achieved by the dominance of the brisk articulation (staccato) and distinctiveness, transparency of the structure, presenting the harmonic functions in the ultimately minimalistic way as "reduced" to two voices (see EXAMPLE 2 -the primary area of part II of the Third quartet, EXAMPLE 3 -the primary area of part II of the Sixth quartet).
In the blistering whirling theme of the primary area of part II of the Third quartet some rigidness of the dance formulas ("runs", "whirls", "waltz step") are combined with the fragile lyrical intonations. In the process of variations of the main melody, the concentration of the lamenting half-step and half-third motives increases.
In the primary area of part II of the Sixth quartet laid mostly with the quarter-and eighthnotes the distinctive waltz accompaniment is absent, and the key base is sophisticated with some step mutations (in the primary Es-dur key).
In some of the "puppet" themes the typical waltz formula of "bass + two chords" finds an original transformation in the melodic voice or the accompaniment party, as illustrated by the secondary area of part I of the First quartet (EXAMPLE 4).
The idea of "drawing a portrait" of a puppet character determines the peculiarities of the exposition parts. Thus, the automatism, regularity of the windup toy-puppet moves are projected on the structure of the themes. They can be united into a special subgroup due to the distinctive set of expressive musical means that even includes the phonic level: the integrity of the general music tone.
As a result of predominance of the middle or low range, the timber and tessitura conditions determine the selection of the instrument: the low tessitura of the violin, viola or cello. First the theme is led by cello without touching any tones higher than small octave g. 
C-H -EXAMPLE 8).
In two lower instrument parts, in the The melody is played in the high pitch of cello, making the theme sound tense and desperate.
The lyrical image of the theme is created with the intonation, including the "calling" thirds. The general tendency of the "gloomy waltzes'" thematic patterns development is their fading out into the common sound form. The initial figurative properties of the themes, such as restlessness and anxiety grow deeper due to the intonational tension and harmonic instability.
Despite the agile tempos and the selected dance-like model, it would be wrong to interpret this subgroup themes as genre sketches reflecting the real world events. The generalized intonation type, the constraint and indirectness of the narration does not let us classify them to the Protagonist sphere. In this situation, just like in the case studied in the article by A. Mishchuk, "Through his pieces, the artist attempts to convey his conscious materialized expression of his world view, reflecting the surrounding reality" [Mishchuk, 2014: 14] . As a result, in the analysed quartet themes there forms a sophisticated combination of the protagonist world and the outer world images, conveyed through the prism of his perception. The idea of conveying the outer world model perceived through the protagonist consciousness is confirmed by the monogram tones introduced into the melody.
The expressed idea indicates the intermediate location of the mentioned themes on the Outer world -Protagonist "coordinate axis". In the themes, the objective reality is demonstrated with some constraint, through the prism of subjective perception, deflection through the consciousness that rejects the hostile, the alien, when the real seems unreal.
Thus, the analysis of the waltz themes presented in the quartets by D. Shostakovich leads us to the following conclusions. Actualizing the waltz model, the composer brings a certain emotional state (festive when selecting the songwaltz genre model and restless in the "gloomy" waltzes) or a character (a sketch of a puppet, a portrait of a ballerina, a scene with several characters) to life. All waltz themes of the quartets are characterized with some rigidness that reveals itself on various levels. Its features are: the symmetry of the melodic patters, the motive 2, 5, 7, 8, 14. 2 In the Third and Sixth quartets.
3
In the First and Twelfth quartets. Refrain of part V of the Third; primary area of part III of the Eighth; the secondary area of the Thirteenth quartet.
8
In part II of the Sixth, part III of the Eighth and the Fourteenth quartet.
9
In part III of the Second quartet.
10
Sometimes the solo is played by the second violin, viola or cello.
11
For instance, the structure of the secondary part of part I of the First quartet is sophisticated period of repetitive structure with an introduction and an annex. On the thematic organization level one may notice the rondo-like figure: the conventional refrain function is performed by the typical accompaniment pattern with glissando that comes to the fore in the introduction and the first four measures of the first phrase, in the first four measures of the third phrase and in the fourmeasure annex. The primary area of part III of the First quartet is built on the rondo principles. It is revealed, first of all, in the exposition period of the three-phrase repetitive structure. The material of the middle part as it is looks random, as it finds some common features with the initial theme (distinctive eighth-note pulse, quintile figure in the melody, and appearance of some certain motives and the concluding octave-scale glissando). Due to this fact, it is seen ambiguous from the functional point of view, manifesting some features of the main theme variation and, consequently, creating the rondolike effect. The main theme of part II of the Sixth quartet is organized in the following way: the initial structure similar to that of the refrain is evident in the repetitive two-phrase period.
12
The melody finds similarity with the motive from part II, see measure 11.
13
As we know, sequences are not typical of D. Shostakovich's melodies,
